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How many times must | tell you?
It's all about presence.

About how you enter the room.
Henry J. Waternoose in Monsters, Inc.
(Disney/Pixar, 2001)

6.1 Immersed in storyspace

We have all experienced the sensation of beinggdartfictive universe; relating to the charactansl
actions of someone else's imagination — and fedbitagly surrounded and immersed in the story.
There are several well-established methods to stififis in classical storytelling: creating engagin
characters and carefully recounting their develagmpresenting mythical and mystical plots, and
making use of the great variety of dramaturgicakfions. In storytelling digital environments wedad
the importance of the physical and/or psychologirahersion in the representation of the story. You
are, in one way or another, actively participatimghe rendition of the story. It is another nevside
element, which need special considerations.

6.2 Navigation in digital environments

One of the significant features of digital enviramis is the ability (and possibility) to navigaiew
media-theorist Lev Manovich even calls space (aagability) a media type The dividing factor
for the user in storytelling digital environmensst® be oriented, i.e. to have a clear understgriinv

to move about the fictive universe. Orientatiore(feeling) and navigation (the activity) are strong
components affecting the sense of presence. Trasmepts will be elaborated on in future WP3-
deliverables.

6.3 Presence and immersion in VR

In virtual reality, the psychological mechanism ariging the experience is dependent on the concepts
of immersion and presence. Generally, users arsidemred “present” in the virtual world, when they
report a feeling of “being theré”Expressed in another way, “[p]resence is /.../ shbjective
experience of being in one place or environmengnewhen one is physically situated in anotter.”
Slater and Wilbur propose a distinction between presence and imarersihere immersion is an
objective description of the system and presensabgective phenomenon in the user’s experience.
According to Slater and Wilbur, both of these disiens are measurable. Witmer and Singer add the

! Manovich, L., “Navigable Space”, http://www.manchinet/DOCS/navigable_space.doc

2 Schumie et.al., “Research on presence in VR: &egt1(2001)

® witmer, B.G., Singer, M.J., “Measuring Presenc¥iimual Environments: a Presence Questionnair89§)

* Slater, M., & Wilbur, S. “A framework for immerséwirtual environments (FIVE): Speculations on tthke of
presence in virtual environments” (1997)
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users involvement, i.e. that the users abilitydous affects the sense of presence. The distiriggish
factors in the objective description of immersiorlude: the degree of control (e.g. input devices
available, direct and indirect feedback from intéireg with the environment, and consistency in the
representation), realism (e.g. intra-consistenaternal causality, and extra-consistency: accorétng
expectations), use situation (e.g. means of praBent displays, goggles, head-mounted display
(HMDs), or CAVE-technology). The subjective presendhe sense of “being there”, is the
documented result of experiencing the environmdite referenced method for measuring the
presence are via questionnaires, but these shawfkragbly be extended with interviews and
observations.

6.4 Standard support for immersion and presence

When interacting in a standard 3D-environment, migst computer and console games lk&and
Theft Auto: San Andreablalf Life 2 Halo 2, the immersive aspects that have the most obétiast

on presence are the means of presentation andghesentation. In later years, the concept ofseali
has guided much of the development — especiall3irenvironments — based on qualitative
assumptions that a higher degree of realism igat#sifor, basically, all reasons. We belive tie t
relationship is much more complicated. The comptmeithin the representation are numerous, and
to promote any hierarchical scheme of importandsvéen them is highly disputable. It is in the
combination of the components the complex entityaofeal or non-real representation can be
discerned. One way of illustrating this is via th&ationship of texture and motion: the level dliem
has a textual quality and a motion quality thatmetessarily correlate in other ways than thaghlii
realistic textual quality requires a highly reatisotional quality, but a realistic motion pattetoes
not require realistic textures, e.g. cartoon stylearappa the Rapper.2

Parappa the Rapper 22002 Sony Computer Entertainment Inc.

In this example, the immersive factors affecting sense of presence are then, for example, thé/high
realistic and expressive animation cycles, penfeictlsynch with the mickeymousing sound profile
(see the text on Sound and Interactive Narratisevahere in this deliverable).

Generally, 3D environments are presented on TVoonputer screens and audio via the available
speaker system. Immersion factors affecting theseserf presence are then obviously the respective
ability to transmit the signals. The increase ilesaf surround sound systems for home computers
and home cinema packages point to a heightened&xpy level for products supporting this, as well
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as a possibility for producers of content to usséhstrong affectants on the sense presence. Goggle
or HMDs affects the sense of presence on the one pasitively, on the other these devices run the
risk of diminishing the sense of presence due tkmasdness. The use situation of these devices can
compensate for the unease. If it appears ‘nattmal’se them, the sense of presence can be preserved
e.g. in amusement parks. Regular input devicespgogse, keyboard and joystick, affect the presence
in the correlation between intuitiveness and trajniAfter lengthy use of a product with a semi-
appropriate input device, e.g. keyboard input félight simulator, the sense of presence increases
correlation with the learning curve. Alternativesthese, e.g. cameras, bongo drums and mats, have
recently grown in popular demand, although them @enty of earlier attempts. For example, the
much popular dance pads affects the sense of mestrongly when the physical activity is closely
interrelated with a soundtrack and the visual regméation.

Screenshot froDRMAX2 ©2003 Konami, and RedOctane Dance Pa®2003 RedOctane

6.5 Relating to characters and the support forimme  rsion and presence

In narrative, a fundamental component is charatitd?oetics Aristotle stressed that character defines
action, and action defines character.

[A]n action implies personal agents, who necesgamilssess certain distinctive qualities both of

character and thought; for it is by these that walify actions themselves, and these — thought and
character — are the two natural causes from whitibres spring, and on actions again all success
or failure depends. Aristotle, lhoeticstranslated by S. H. Butcher, Paragraph 6:1V.

Another aspect of characters is the possibility gotential) for identification or interest sinces a
Edward Branigan has observed, “[tlhe spectatoupmr/reader/perceiver] has an intrinsic interest in
characters as agents since comprehending a naretent requires at least recognizing how agents
interact with one another in a causal framewotKP.But how is the interactor contextualised, with
regard to immersion and presence? The first-per@mis prevalent in many 3D-games, especially in
action-instense situations where this strengthkassense of presence significantly, e.g. Guake
series etc. A parallel widespread feature for attararepresentation is where the player contrats th
protagonist from a viewpoint right behind, e.g. Tieenb Raideiseries, oPrince of Persia: The Sands
of Time etc. The sense of presence can still be verygtamd there are no obvious challenges when
moving the viewpoint back and a major reason f@g th that this viewpoint is similar to the basic
visual framing scheme for the dominant conventionsether visual representations, like cinema and
television. The viewpoint is thereby not an exalasieature for fast-paced, action-packed games, but

® Edward BranigariNarrative Comprehension and FirfLondon: Routledge, 1992), p. 101.

IST-2004-004150 Page 62



6. Immersion and Presence in Storytelling DigitaliEonments

the same positive effects for the sense of preseacealso be achieved in suspenseful games, e.g.
Hitman: Contractsand straightforward simulations, eMicrosoft Flight Simulator

Screenshot frorhlitman: Contractspublished by Eidos, ©IO Interactive A/S 2004

By creating engaging characters, the sense of mresean be strengthened. If the character is a
representative for ‘you’ (generally referred to'agatar’), the use situation and the expectancthef
interaction are the defining factors for the seoég@resence. The degree of resemblence with the
actual ‘you’ is not necessary pertinent, but wiait invest in the character, the matter of involvetne
and to what extent it can be communicated andithpsrceived by other avatars. See for instance the
text in this deliverable on how game characterghis case characters fraystandICO) affect the
emotional states of the user. The creation of engagharacters will be further explored in future
WP3-deliverables.

6.6 Examples of innovative ways of supporting immer sion and presence

Jeffrey Shaw'sLegible City (1989-1991) consists of a large display with arsti@et cityscape
projected. In front of it is a fixed-to-the-spotcipcle. If you mount the bike and start to pedag th
projection moves accordingly — forward and backwardand you can steer to either side. The
“houses” in the city are made of letters and altheg“streets” the houses form sentences. The tdvel
realism in the projected cityscape is thereby olslip low. The sense of presence is enhanced with
the use of a well-known input device, the bike hwatway of handling that connotes a consistent and
immediate feedback. The physical activity furthdhiiences the involvement in the rendifion

® For a comprehensive overview of the project, beotisough
http://lwww.jeffrey-shaw.net/html_main/frameset-wsihp3
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Jeffrey Shawl egible City(1989 — 1991), ©Jeffrey Shaw

In Web of Life(2002-) Shaw uses two projectors with polariziitigrs to create stereographic moving
images on a large screen. The input device is angtg terminal shaped like a hand. The physical
setup of the whole installation is dark, e.g. resiemy a movie theatre: a dark passageway, a dadkene
exhibition room, and a gallery for the audience diogctly interacting, to sit on. To experience the
stereographic images, one has to wear gogglesiniimersion is strongly supported with the dark
physical environment and the semi-spherical scraed,the involvement in the rendition is affected
by the group experience. The input device withitheressed handprint is intuitive, yet the feedback
of the interaction is indirect, thereby challengitige sense of presence, but the ambition is to
compensate by increasing the level of involverhent

Jeffrey ShawWeb of Lifg(2002 —), ©ZKM

In Yggdrasilthe artists Bino & Cool aim to present a piece ofdic mythology in the form of a
distributed role playing game. The technical sgti;ma CAVE and the work is designed for CAVEs
with projections on three to six walls. The usereethe room in groups of up to six persons. Aldn
goggles (and neat slippers). There is only onerant®n device, resembling a joystick, which is
operated by one person at the time. The participéat the same and in the other locations) are
represented in the VR-environment with avatars. ddramunication is extended with real time audio.
The immersive environment is close to complete;uber is surrounded with back projections. The
interaction feedback is direct and the real timencwnication channel strengthens the link to the
visual representation. The sense of presenceosgiyr affected by the physical immersion as well as
the group experience in the confined physical space

" The project is thoroughly documented in the adjaeesb site http://www.web-of-life.de/
8 Cruz-Neira, C., Sandin, D. J., DeFanti, T. A, i{em, R. V., Hart, J. C., ‘The CAVE: audio visualpexience
automatic virtual environment’, June 19@Hmmunications of the ACNWolume 35, Issue 6
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Asagods Oden and Valkyria avatarsviggdrasil(2002), ©Bino & Cool

6.7 Conclusion

The ambition with this text has been to proposeatpe definitions of immersion and presence and
their interrelationship, and to exemplify how thesencepts can be used in an explanatory and
descriptive manner for interactive media content.

Definition:

Presenceis the subjective experience of being in one placesnvironment, even when one is
physically situated in another.

Immersion is an objective description of the system gmesencea subjective phenomenon in the
user’'s experience.

6.8 Selected references

Cruz-Neira, C., Sandin, D. J., DeFanti, T. A., KenyR. V., Hart, J. C., ‘The CAVE: audio visual exgnce
automatic virtual environment’, June 19@€hmmunications of the ACWolume 35, Issue 6

Heeter, C., ‘Being there: The subjective experiesfoggresence’ (1992)

Hunt E., Waller D., ‘Orientation and wayfindingreview’ (1999)

Manovich, L., ‘Navigable Space’ (http://www.manolinet/DOCS/navigable_space.doc)

Manovich, L.,Language of New MediMIT Press (2001)

Ryan, Marie-Laurie, ‘The Text as World: Theoriedmmfnersion’,Narrative as Virtual Realit{2001)

Schumie et.al., ‘Research on presence in VR: aeguf2001)

Slater, M., Wilbur, S. ‘A framework for immersivértual environments (FIVE): Speculations on theerof
presence in virtual environments’ (1997)

Witmer, B.G., Singer, M.J., ‘Presence Measured/faual Environments’ (1996)

Witmer, B.G., Singer, M.J., ‘Measuring Presenc¥imual Environments: a Presence Questionnaire9g)9

IST-2004-004150 Page 65



